Having been discussed for more than four centuries, Shakespeare (1564Shakespeare ( -1616, believed by many critics to be the most important English dramatist, is still inexhaustible. Through these years and especially in the twentieth century, many different approaches have been applied to his plays. This study is an attempt to have a postmodernist reading of The Tempest (1610). Based on the definition and characterization of postmodernism by Ihab Hassan and Brian McHale, and through a careful language analysis, the postmodernist elements in the speeches of characters are detected and discussed. By using postmodernist elements and techniques such as puns, wordplays, paradoxes, and versal prose, the language becomes anarchic, playful, disperse, polymorphous and indeterminate. By finding and analyzing these features in the language of the play it becomes arguable that The Tempest is a postmodern comedy.
Introduction

Up to the recent times, it had been a long-held idea that
The Tempest is Shakespeare's last play. Being so, Shakespeare put all his knowledge, experience, and talent into it, making it one of his richest plays. The Tempest is of such significance that it is included in many Shakespeare collections and many anthologies of English and even Western literature.
In The Development of Shakespeare's Imagery (1951) a chapter is devoted to The Tempest. In this chapter W. H. Clemens (1951) 
discusses the different types of imagery in The Tempest
and the influence upon the reader's view of the play. He believes the imagery in The Tempest serves more than just creating an atmosphere or background or intensifying the theme of the play (Clemens 1951, p. 182) . Clemens believes that since The Tempest is among the plays where the supernatural has a significant role, therefore the skillful use of imagery here serves as a mediator of these supernatural elements. In this regard he categorizes the three major groups of imagery as the sea imagery, the animal and vegetation imagery, and finally the olfactory imagery. By carefully examining these groups he concludes that they have a huge role in creating the strange vision of the "nature world", making a counterpart to the world of the supernatural in the play (Clemens 1951, p. 194) .
In The Masterpieces of Western Literature (1966) , a chapter is also allocated to The Tempest. In this chapter David R. Clark (1966) analyses the significance of Prospero and his different roles in the play. By recognizing "personal discipline"
and "social responsibility" as the conditions of freedom, he studies Prospero's role in obtaining such a freedom for himself as well as other characters (Clark 1966, p. 1) .
Interesting studies have been done in recent decades regarding contemporary and postmodern readings of Shakespeare.
The originally Polish Jan Kott (1967) Shakespeare should always be regarded a man of his time (Elson 1989, p. 4) .
The aim of this article is to have a postmodern reading of
The Tempest. In other words, this study is going to analyze the play in terms of language techniques and to show that based on these techniques the play can be regarded as a postmodern comedy. The famous critic and writer Ihab Hassan (1982) has defined postmodernism as "a new aesthetic formation" (ctd. in Malpas 2005, p. 6) . In his momentous book The Dismemberment of Orpheus: Toward a Postmodern Literature (1982) , Hassan has made a table of comparison between modernism and postmodernism. In contrast to modernist features he attributes the following elements to postmodernism: "antiform, play, chance, anarchy, participation, dispersal, text / intertext, misreading, mutant, polymorphous, rhetoric, schizophrenia, the Holy Ghost, and indeterminacy" (Hassan 1982, pp. 267-268) . All these features are at the service of decentering the language and making it polysemous. By tracing and analyzing these elements in the language of The Tempest, it becomes debatable that it has a playful, decentered, and polysemous diction and therefore can be regarded as a postmodern play.
With a focus on postmodern elements mentioned by Hassan (1982) , this study is an attempt to show and analyze these features in The Tempest, which results in manifesting that The Tempest is a postmodern play. The article is divided into five main sections. The first section deals with the names of characters. In this part a thorough analysis of the names of some of the characters is given. It is shown that through the use of allusive, playful, and polysemous names, Shakespeare has enriched the play with a postmodern language, besides making it intertextual which again is itself a postmodern feature. The second part is allocated to versal prose. Aristotle believed that in a play, high characters must speak high, refined and elevated language, while the low characters should have a low and base diction (Warrington 1963, pp. 12&26) . Breaking this rule results in violating the hierarchy of the play, and thus, making the language anarchic. In this part, examples of versal prose are discussed and their role in making The Tempest a postmodern play is displayed.
The third part is devoted to puns and wordplays. In this part, by a close reading of the play, significant examples of puns, word plays, and paradoxes are detected and analyzed; the play is indeed rich in terms of this technique. By making the diction of the play chancy, playful, anarchic, mutant, polymorphous and indeterminate, this technique is at the service of decentering the language, and therefore contributes a lot in creating a postmodern atmosphere. The fourth part talks about ontological interferences.
Brian McHale (1987) argues that postmodernism is distinguished by a shift from modernism (McHale 1987, p. 10) . That is a change in the point of concentration from epistemology in modernism to ontology in postmodernism. In other words in modernism, there is a focus on the matters regarding knowledge, and how it is acquired, while in postmodernism the focus is on questions and issues regarding the very nature of existence. Based on this definition, in this section of the article those parts of the play are analyzed which are important regarding ontological interferences.
The fifth and final section deals with another postmodern feature; Hassan (1982) attributes "the holy ghost" to postmodernism in contrast to "god the father" which is a modernist feature (p. 268).
Here, with concentration on the epilogue of the play the manifestation of this postmodern element is shown. This section concludes this study on postmodernist elements in The Tempest believed to be a postmodern play, since it contains many of the postmodernist elements mentioned by major literary theorists.
Names of Characters
As mentioned earlier, "play, anarchy, dispersal, and Stephano. Caliban's curses also function as "symbolic purgation"
and "gradual reclamation" of this character (Hunt, 2004, p. 225) .
As manifested in this chapter, and later in other sections of the article, Caliban's name as well as his presence, shape, diction, and personality contribute largely to the richness of the play. An important feature of Shakespeare's time was the sea voyages, which resulted in, first, the discovery and exploration of the new islands and continents and, then, the act of colonizing them. Many travel writings were produced during that time explaining the adventures of the mariners and voyagers at sea and in the "new world." Shakespeare was certainly familiar with them, as he uses the material in The Tempest and many of his other plays. Among these accounts, two are of utmost importance: the first one is Montaigne's essay "Of Cannibals" (1580) which is believed to be the only undisputed source of The Tempest (Kermode, 1954, p. xxxiv They are even savage, as we call those fruits wilde, which nature of her selfe … hath produced: where as indeed those which our selves have altered by our artifice all devices, and diverted from their common order, we should rather term savage. (ctd. in Kermode 1954, p. xxxv) The second source is Bermuda Pamphlets (1610). In May 1609 some ships left England for the Virginia colony. One of these ships was lost because of the storm and was driven near the coast of Bermudas while the other ships reached the main destination. After sometime in May 1610 the lost ship also managed to reach the main land of America. Many narratives of this adventure, regarding the voyagers' confrontation with the nature and inhabitants of those islands were written and published in England. By using the names such as "Caliban", "Setebos" (Kermode 1954, I.ii.375) , and "still vexed Bermoothes" (I.ii.229) in The Tempest, there leaves almost no doubt that Shakespeare was familiar with these accounts.
Based on the information about the sources of The Tempest, it is generally accepted that Caliban's name is an anagram of the word "cannibal" (Skura 1989, p.51) . Being a distortion of the word "carib," which later became "cannib" and "cannibal," both words refer to the native Caribbean and their practice of cannibalism. Although some other critics such as Chambers have proposed another meaning: it is also believed that the name is derived from the gypsy word "cauliban" meaning "blackness" (Kermode 1954, p. xxxviii) . Caliban's representation in the play, through the eyes of other characters as well as through his own acts and speeches, resembles both meanings properly.
First of all, Caliban is described as a "salvage and deformed slave" in Dramatis Personae, preparing the reader to confront an animalistic, evil creature. The reader confronts Caliban, first, in act I, scene ii, where he expresses his wish to rape Miranda Sycorax's name is of Latin root, and a combination of two words: "sys" meaning "sow" and "korax" meaning "raven," the animals that are associated with lust, darkness, and evil omen. Her name is also in full correspondence with her past and her action.
First of all, she was a witch practicing black magic (I.ii.258). In the Renaissance time witches were considered evil and unlucky, and the practice of witchcraft was regarded as sinful. Many witches were burnt alive or left to drown in the Thames in that time because of these reasons. Furthermore, Sycorax had committed a crime, whose normal punishment was execution, but, because of being pregnant she had been exiled-instead of being 
Versal Prose
In his Poetics (335 B. C.), in "Definition of Tragedy,"
Aristotle (384-322 B. C.) argues that in a play "in some portions verse only is employed, and in others song" (Warrington 1963, p. 12 Caliban's referring to words and entities such as "airs, music, delight, and dream, " with his love and enjoyment of them, is in sharp contrast with his dominant language and personality throughout the play. As mentioned earlier, Caliban also warns the other two that they are not singing "in tune." That an uncivilized and abominable slave is aware of musical tunes and sensitive to deviations from that is of utmost amazement. Caliban's diction, in several occasions, diverges from his social status and dominant language and characteristic in the play. This results in creating an anarchic atmosphere in the diction of The Tempest, as well as inconsistency of the characters. These features contribute a lot in facilitating a postmodern reading of the play.
Puns/Wordlays
One of the weightiest elements that make a postmodern reading of The Tempest possible is the extensive use of puns and wordplays. By playing on different meanings of a single word, Shakespeare intensifies the "chancy", "anarchic", and "indeterminate" tone of the play and "disperses" the language from its center. He further provides an opportunity to have different interpretations and "misreadings" of the play. Moreover, puns and wordplays are associated, mostly, with the "rhetoric" aspect of the language which concerns the mastery and talent in representing speech and diction, rather than the "semantic" aspect, concerned mostly with delivering the meaning of the text. This technique also helps to create "signifiers" which lead to multiple "signifieds" at a time. Finally, it enriches the "intertexuality" and "allusiveness" of the play in many occasions, as it paves the way for associations between the play and other literary, religious, geographical, and historical texts. All the above mentioned features contribute to the decentering of the language and therefore creation of a postmodern play. Act II, scene i, is so full of puns and language plays that the whole scene may be considered a huge wordplay. Here, king and his attendants are searching the isle to find Ferdinand. The scene begins with Gonzalo,"an honest old councellor," hoping their search to be fruitful. Alonso, who is not so much optimistic, asks him to be quite and leave him in "peace" (II.i.9). Sebastian, cynical and sarcastic throughout the scene, puns on Alonso's "peace" by saying that: "He receives comfort like cold porridge" (II.i.10), with a wordplay on Alonso's "peace" and "pease porridge." Antonio continues the wordplay by an allusion to the "visitor" or the church official who comforts the ill (II.i.11) by which he means that Gonzalo is like a priest who is vainly trying to console Alonso. The language play further continues by Sebastian comparing Gonzalo to a clock which is striking at every hour and cannot remain quiet (II.i.13). The scene continues as the following:
Sir, Seb:
[ Here in another attempt, Gonzalo tries to cheer up Alonso.
He states that an entertainer makes his audience happy and what comes to him is, as Sebastian interrupts him, a "dollor." Gonzalo puns on the word and uses "dolour," meaning "grief". Sebastian intends to say that the entertainer gains money as his reward but, Gonzalo means that he takes the grief away from the audience.
After some chat, Adrian, one of the courtiers, comments on the island that: "Though this island seems to be deserted […] Here, Adrian comments that such a grace has never been fallen on Tunis. Gonzalo Continues: "not since widow Dido's time." This short sentence becomes the source for a chain of word plays, puns, paradoxes, and allusions. Dido was the mythological queen of Carthage whom Elizabethans associated, mostly, as a lover of Aeneas, not as the widow of Sychaeus who was originally her husband. The mistake paves the way for the two jokers to mock Gonzalo. What makes it even worse is Adrian's comment.
Puzzled by the phrase "widow Dido," he expresses that: "she was of Carthage, not of Tunis." In another paradoxical mistake In this passage, Gonzalo, in numerating the elements of his colony, deprives it of all its necessary features and finishes his speech by the paradoxical statement that in his commonwealth there will be "no sovereignty. Here, Antonio intensifying his seductions suggests that Sebastian is in fact willing to become king. Since "ebbing men," or men who hesitate and move backwards will get "near the bottom," and will never reach their goal. Apart from his intelligent use of paradox (how, in stripping it, you more invest it!), Antonio Here, like the previously-quoted passage, Antonio with the skillful use of paradox, plays on Sebastian's sense of doubtfulness, that "out of no hope," what "high a hope" emerges. He means that by murdering Alonso, Sebastian can easily reach his goal to be the king.
To conclude this part, it is essential to mention that the vast and extensive use of puns, wordplays, and paradoxes gives the language of The Tempest a highly postmodern air, for these techniques cause the diction to become considerably playful, anarchic, uncertain, and indeterminate; all postmodern features. Fiction (1987) discusses that the difference between modernism and postmodernism may be understood based on their focal point. He believes that in modernist fiction there is a focus on epistemological matters, while in postmodernism the focus has been shifted to ontological issues (1987, p.10) . In other words, in modernism the concentration is on questions and matters related to knowledge and how they are gained, while in postmodernism the questions are related to the notion of "being" and "existence," Here is an amazing instance of ontological confusion. First of all, Prospero confesses that all which has happened has been a pure fantasy; it was a play with "imaginary" players, that are going to melt into "thin air" when the play ends. Further, he also states that all the locations of the play, such as palaces, temples, and even the globe itself are going to be "dissolved. 
Ontological Interferences
Brian McHale in his Postmodernist
God the Father vs. The Holy Ghost
In his famous table, Hassan (1982) attributes two interesting features to modernism and postmodernism. He assigns "god the father" to modernism, in contrast to "the holy ghost" which is a postmodern element (Hassan 1982, p. 268) . Here, with a focus on the epilogue of The Tempest it is argued that at the end of the play, Prospero as "god the father" is weakened, and Ariel as "the holy ghost" is powered up and finally freed. Thus, by the decline of "god the father," and giving power to "the holy ghost" Prospero's language is full of the implications of 'weakness, bondage, and sadness.' He must be "confined" in the deserted isle for ever or be sent to Naples. But, he is "demanding"
to be "released" from his "bonds." In order to avoid his project to "fail" and his ending in "despair," he is asking to be "relieved" and "set free." In sharp contrast to Prospero's gloomy and helpless language, there exists Ariel's happy and lively diction in his joyful song, when informed that he is soon going to be liberated. He merrily celebrates the occasion by declaring that from now on "Merrily, merrily, shall I live now, under the blossoms that hang on the bough" (V.i.93-94). The ongoing tension between Prospero as the magician and commander vs. Ariel as the agent reaches to the peak in the epilogue. Ariel has been released long before the play ends, but Prospero, on the other hand, has been "bounded"
and is asking to "be set free." Actually, Ariel or "the holy ghost" now completely dominates and overpowers Prospero or "god the father." Ariel has gained his liberty, while Prospero in contrast, has been confined, and is asking for his freedom. In fact, the phrase "setting free" makes a pun here. Using it for Ariel, it indicates freedom, joy, power, and happiness, while on the other hand for Prospero, it is a demand for becoming liberated, which adds to the indeterminate quality of the play.
Conclusion
This study was an attempt to show that The Tempest is a postmodern play. Based on Hassan's (1982) 
